of the issues in contemporary Scottish politics, it has been played out well in advance by Scottish writers and particularly in the work of Jackie Kay.
Kay is one of the most significant writers working, not just in Scotland, but in poem, and the poem has its own memories and its own set of circumstances, so when you do write about your own life you've got to be able to transcend those local details and find a way back into the memory that isn't too specific but is detailed enough to make it moving' (Dyer 2004, 241) . This article aims to suggest that while Kay's concerns are often rooted in her biography and experiences, the final product transcends that specificity and takes part in a national conversation, as well as the international conversation of poetic practice, and the universal themes of history, slavery and identity.
Scottish identity in Kay's poetry before Fiere
Kay has an unusual background as a child born to a Highlander (her mother) and a Nigerian student (her father) before being adopted by two white, socialist
Glaswegians. This situation inspired her first collection The Adoption Papers Kay's mother's attempts to tidy her house before being assessed as a potential adoptive parent. Her mother puts away anything that might give away the household's radical, Communist politics but leaves out 'a bust of Burns' (1991, 15) along with detective stories and the works of Percy Bysshe Shelley as a way of 'trying to look ordinary -a lovely home for the baby ' (1991, 15) while the birth mother sings Burns's 'Ye Banks and Braes' as she mourns the loss of her child (1991, 18) . 3 Through these details, Kay shows that the child (the fictionalised version of herself) has Burns, and by extension Scottishness, woven into her identity through both nature (her birth mother) and nurture (her adoptive mother (1991, 29) However, these feelings of connection with the land are at odds with the often racist experiences of the young child as fellow children call her 'Sambo' (24) and teachers make racist comments about her dancing, saying 'I thought/you people had it in your blood ' (1991, 25) . The child feels she has Scotland 'in her blood', but
is not allowed to inhabit it because of the colour of her skin which marks her as different.
This struggle to reconcile identity and difference is also a key theme in Life Mask people mistake you; you mistake yourself. (1998, 27) The fear of internal colonization is present here when Kay writes 'you mistake yourself', a fear that putting on an act can alienate a person from their own identity.
In Life Mask (2005) Kay sees the same process as Fanon described present in her father as he adopts Christianity at the expense of tribal culture. 'African Masks' describes the different roles that her father adopts as different masks, before thinking about her own identity. The disruption she has experienced to her concept of herself as a result of meeting her father is expressed, once again, using the imagery of the mask as she writes:
In the mirror, one face is lying on top of the other, loose, slightly unhinged. . . (39) The double meaning of the word 'lying' shows that Kay equates an unstable identity with inauthenticity, as one identity must be false if it does not match up with the other, while the term 'unhinged' has the dual meaning of a faulty hinge and an unstable mental state, one that may result from a performance that does not fit the actor. For Kay, establishing and accepting one's identity is essential if one is to live an ' authentic' life; a life in which inner identity, one's presentation to the outside world, and one's relationship to culturally-constructed aspects of identity such as nationality, are experienced as coherent and honest. The word 'fiere' is an Old Scots word for 'friend' and Kay shows her comfort with the language and some ownership over it as she alters the pronunciation of the word so that it fulfils her own poetic needs in 'Fiere' (Kay 2011, 1) , the poem that gives its name to her collection. She explains in an article, 'I pronounced fiere -feeree, not fear; the latter is the correct pronunciation but I liked the ee ending since it afforded me more rhymes, and also sounds more like friend to me, dearie fiere' (Kay 2012) .
Hence in 'Fiere' we find Kay rhyming fiere with 'weary' in the lines, 'And noo we're suddenly auld, fiere,/oor friendship's never been weary'. At the end of the poem Kay several of which have unfortunately been allowed to leave the country, furnishes one of the strongest arguments in favour of museum facilities and the preservation within Nigeria of objects illustrating the indigenous culture of the country' (quoted in Shyllon, 138) . 7 Kay's earliest use of Scottish folk songs is in 'Where it Hurts' from the collection Off Colour (1998, 9-12) in which she takes some lines from 'The Skye Boat Song' in order to describe the deteriorating body of an ailing woman, but she does not predominantly use the Scots language in the poem. 'Bed' (1998, 43-4) is in Scots, as is 'Virus *** ' (1998, 45) , 'Maw Broon Visits a Therapist ' (1998, 46-7) , and 'Christian Sanderson ' (1998, 28-9) which tells the story of a mixed race woman sent to Australia for stealing sixteen shillings. Kay says of the character, 'writing about her is in a way writing about myself only it's a different time-period' (Dyer, 243). past, while building an identity that allows the speaker to approach the future.
Just as 'Auld Lang Syne' is used at Hogmanay to remember old times in order to move on and look forward into the new year, so Kay's use of the language performs a similar function in negotiating the connections between black history and Scottish identity.
The form of the poem evokes Burns from the beginning through the use of iambic tetrameter in the first three lines. The stanza that has come to be associated with Robert Burns, Standard Habbie, begins in the same way. Kay's poem is not divided into stanzas and does not follow a formal pattern, but the rhythm of this beginning evokes the Burnsian tradition. The speaker asks the bronze head to 'forget the auld days o' disgrace/Locked in the lang gone since'.
This echoes the sentiment and the lyrics of 'Auld Lang Syne' which begins by asking 'Should auld acquaintance be forgot,/and never brought to mind?' The speaker asks the head to forget the past and to look forward, both metaphorically and literally, so that the head can be viewed by the speaker. Later in the poem, however, the speaker recognises the head's experience of the past and the importance of remembering that past when she says: you'll clock the shocking past, the sadnesses the ships, the human clearances.
These references in the Nigerian context could be read as slave ships and the removal of African people from their native lands. However, the choice of words and the context of Scots language that surrounds them draw connections between the Nigerian bronze head and the Scottish speaker. 'The ships' can also be read as the forced emigration of many Scots due to the economic situation in Scotland over the course of the twentieth century, and to the 'clearances' of Highlanders from their homes. The poem does not explicitly compare the two, but shows that the language itself creates resonances between the Nigerian and the Scottish experience. American English is used to create a pun on the term 'clock' as it is used as a slang term meaning 'to see' while Kay also makes use of its English meaning as a timepiece.
8 Through this play on words, Kay ties together the importance of perception and understanding with the importance of time itself. In order to understand the present, Kay suggests, it is necessary to remember the past while at the same time looking to the future, just as 'Auld Lang Syne' describes. The importance of time returns in the final line as the speaker toasts the bronze head saying 'Here's tae that timeless look in yer eyes'.
The spectre of colonialism and racism also appears as the speaker addresses the head and considers its history. When the first bronze head was found by
German explorer Leo Frobenius he theorised that it must have been produced by a settlement of Greeks, provoking the speculation that the heads could be evidence of the lost Atlantis, a mythic Ancient Greek settlement. 9 This theory was inspired by the assumption that Africans did not have the skill to create such a complex piece of art. The speaker reflects on these origins as a sign of the colonialist mind set of those who discovered the head while rejoicing in the power of the artwork in front of her. This is conveyed through the use of a full rhyme within one line between 'heart' and 'art', a rare example in the poem:
Miracle that ye are, yer braw face Lifts my heart; naebody can doot yer art.
I would hae loved tae ken yer maister;
I wid hae liked tae ken his name.
Mind hoo at first they thoucht ye were frae the lost Atlantis. They couldnie credit ye. . .
The speaker recognises the head as originating from a human creator, someone who is a master of their craft and of their materials, rather than attributing the head to Yer no a mask; yer no a disguise.
Here's tae that timeless look in yer eyes.
Once again, the imagery of the mask that Kay had used previously in Life Mask comes to the fore: but this time, there is no artifice, no internalization of alien values, a past that is emphatically denied by the stressed and repeated 'no' in the line. The 'timeess' look appeals to a common humanity and an authenticity of experience that is also found in Kay's use of Scots and of the poetry of Robert
Burns. This is not an adoption, or a voice that she chooses to use and can take off as easily as a mask -it has become an authentic reflection of black This poem enacts a kind of civic nationalism, a nationalism that does not ask its citizens to surrender their differences, but allows differences to flourish, 'like plants keeping the same stem ' (1991, 49) .
When explaining the origins of Fiere, Kay credits her friend and fellow writer Ali Smith with giving her the idea as Smith sang 'Auld Lang Syne' to her over the phone one Hogmanay (Kay 2012) . This led Kay to use the word 'fiere' to describe close friendships between women, rather than simply the heterosexual romantic relationship it connotes in Burns. Given the inspiration that Ali Smith provided for
Kay's use of Burns's poetry in Fiere it is interesting to note that one of Smith's recent novels is entitled How To Be Both (2014). 11 In a sense Kay's writing is also about 'how to be both': both Scottish and black. Addressing the issue of diversity and of occupying multiple identities has been at the core of recent political discussion in Scotland, and continues to be at the forefront of contemporary Scottish Literature. In many ways Kay's work offers a model for civic national identity. It is not an identity that can be set in stone as it is based only on the process of citizenship and engagement, but it is from this fluidity that individuals and communities can flourish in a process of becoming: through living alongside each other and facing the past together.
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11 How To Be Both is a novel in two parts with some copies printed in one order, other copies reversing that order so that the experience of the novel is different for different readers. Smith's novel invites readers to approach her writing as a palimpsest, seeing one story in light of another and finding new meaning through their parallel positioning.
